BrEBaERe 10925 EMldms £
#ERRE LRV R T
B8 LARAY 2 B HAAESEELES  SRRAR  Rabl - 2R AREBRHEEN  FURALIA -

FRTHXTERERGEX
— > BERRFIBBARGNEAER LM R ER T ERARERE L ELRAAALS
BHRAELHRETRECERLARAY - TRMAEEN PR ARBR L oHENE
RAEBRBBAER IR ERE RN T ENAAB UL BT EREELT O+ ALE
Bk (20 4

Z EARZERRPEEREAMAEMMAIABAREA GHLANEEE AN
G EEEI T EIES P TR ER B EA IR L S YN V- 3.0 Tl
RXEAAMBPRENANREHRLBN IR REABER AR o U LB IBAE 2B
(48R "TEREZEw, 8 (FL2ume)) (25 %)

FRTAREERT X

= ~ Originality through transformation of the past was indeed Dong Qichang’s
own achievement, but originality is not transmittable through canons,
traditions, or any other systematic way, and it is probably safe to say that after
Wen Zhengming and Dong Qichang, there were no truly original painters in
the orthodox succession. Originality, therefore, ceases to be a prime
consideration in evaluating or appreciating the orthodox masters after Dong
Qichang, for the tradition continued effectively for two hundred years, and
other values and qualities take on heightened meanings. The opposite of
originality—faithfulness to the canonical past—may in fact be the highest state
attainable by orthodox painters from the mid-seventeenth century to the
mid-nineteenth. (15 %)

9 ~ The seventeenth-century individualists were excluded from the orthodox
canon during the entire Qing period because of them were opposed to the
Manchus, and could not therefore be officially acknowledged. After the close
of the Manchu dynasty in 1911, however, they were gradually restored to a
highly visible historical position. Now they have a canonical status of their
own, outside orthodoxy, within a still-emerging historical narrative that finds
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them essential to an understanding of the entire tradition. Gong Xian, Mei
Qing, and Yuanji especially will reveal themselves as daring violators of the
limitations of orthodoxy while at the same time revealing various kinds of debt
to the creative formal and stylistic innovations of Dong Qichang. (15 %)

% ~ During this decade, politics and art were closely intertwined in a symbiotic
relationship, defined by a shared recognition and appreciation of the
distinctiveness of Taiwan’s identity and culture. With the lifting of martial law,
the rise of democratisation and Taiwanisation, discourses on identity became
increasingly Taiwan-centred, and revolved around the construction of a nation.
As Benedict Anderson points out, nations ‘should be distinguished not by their
falsity/ genuineness but by the style in which they are imagined’.

(Sophie Mclntyre, Imagining Taiwan: The Role of Art in Taiwan’s Quest for Identity
(1987-2010), Leiden and Boston: Brill, 2008, p. 47). (25 %)



